O artigo defende a idéia que a antropologia não pode se furtar à análise do mundo da arte e dos campos especializados de produção cultural. Para tanto, é preciso examinar, de um lado, a relação entre etnografia, linguagem e processos sociais. De outro lado, o uso que fazemos das fontes (escritas, orais e visuais) em nossas pesquisas. Tal é o pressuposto geral do texto, desdobrado em uma discussão mais pontual sobre as fontes disponíveis para a reconstituição da história social do teatro e da vida intelectual brasileira nas décadas de 1940 a 1960: fotografias, entrevistas, memórias, biografias, autobiografias, somadas aos livros e ao repertório teatral encenado.
Undivided object: language, ethnography and sources

Heloisa Pontes
Aware of the symbolic forms and foundations of social life, anthropology cannot avoid analyzing the world of art and the specialized fields of cultural production, as shown by recent studies by anthropologists dealing with the subject and, indirectly, sociologists and historians attentive to the interconnections between culture, power and symbolism. These include Auerbach, Becker, Baxandall, Bourdieu, Geertz, Gell, Goody, Elias, Miceli, Schorske, Williams and Beatriz Sarlo, to mention an expressive set of authors who have explored intensively the questions of the autonomy and dependence of symbolic systems.
1 While the pathbreaking work of these authors leaves no doubt as to the importance of including intellectual life, specialized cultural production and the world of art and its practitioners in the range of objects studied by anthropology, other doubts exist, relating to the question of language and the use we make of these written and oral sources in our research, which I intend to explore in this article.
To examine the problem of language and its repercussion on ethnography, I utilize a framework different to that proposed by postmodern anthropology in the debate on the anthropologist's authorship and authority and their implications for ethnographic writing. 2 Rather than cover this debate, I
turn here to the discussion of the relations between language and social processes made by the literary critic, writer, translator and, for a long time, university professor Modesto Carone. In 2003 he wrote a short and remarkable 1 * PhD in Sociology from the University of São Paulo (Brazil) . Associate Professor at the Department of Anthropology of Unicamp (Campinas State University), researcher with Pagu, Unicamp Centre of Gender Studies, research productivity award-holder with CNPq (National Council for Scientific and Technological Development). Cf. Auerbach (2007) , Baxandall (2006) , Becker (1982) , Bourdieu (1992) , Elias (1995) , Gell (1998) , Geertz (1983) , Goody (2006) , Miceli (2001 Miceli ( , 2003 , Sarlo (2003) , Schorske (1993 Schorske ( , 1988 , Williams (1982) .
2 The bibliography on the subject is vast. But on the point central to this article, see two of the authors who have consolidated the debate on the relations between ethnography, writing and power: Clifford & Marcus (1986) and Clifford (1988) . For a proficient and comprehensive discussion of the topic, see Caldeira (1988) . For a summary of its repercussions in the history of French anthropology, see Sobral (2008) .
article on the prefaces of the novelist Henry James, edited in Brazil under the title A arte do romance. In this text Carone makes a series of observations concerning the activity of the novelist that seem to me extremely valuable for thinking about -with the necessary adjustments -the work of writing involved in the production of ethnographic accounts and descriptions. Let's turn, then, to Carone's observations, beginning with the thorny problem of truth and realism, which, diluted under postmodernity, had and still has an enormous impact on the constitution and consolidation of both anthropology and modern literature.
Tracing the shift from the quest for objectivity pursued by 19 th century
French realism (and exacerbated by naturalism) to a literature attentive to the domains of subjectivity, Modesto Carone states: "what seems to have happened is that around the 20 th century, when the 'scanning' of objective reality had already been accomplished, the novelists interested in the real began to search for it in the sphere of subjectivity, to where it [the real] had migrated and assumed contours that demanded a new form of realism" (Carone 2003:3) .
Namely: a realism that renounces appearances in name of the truth. Or, to use Adorno's terms, a realism that, wishing to remain loyal to its realist heritage and say how things are, rejects fake realism.
In this movement and in the words of Modesto Carone, "the objectivity of subjectivity became the goal of authors in search of the real and the true"
(ibid). Here we can already see that the author's reflections matches perfectly the dilemmas of modern literature. And contemporary anthropology too.
Aware of the analytic effort involved in this revealing of the 'real' that we call ethnography, anthropologists can no longer content themselves with the deceitful appearance of a fake realism. The objectification of subjectivity in this case is double. On one hand it implies the objectification of the anthropologist's own subjectivity as part of a specific culture and a particular social group. On the other the objectification of the subjectivity of the 'others' who the anthropologist studies, achieved through the use of the discipline's conceptual and methodological arsenal. This double movement affirms the ethnographic encounter and delineates the analytic challenge pursued by those who defend the idea that ethnography has much to say about the social world. The intellectual work needed to reveal, interpret or explain the latter involves recognizing that anthropology too is also in search of the real produced by the objectification of the subjectivity of all the social subjects involved in the ethnographic encounter.
But in anthropology as in literature, this does not happen merely by an act of will or belief. It implies work. Or rather, it implies a particular kind of work that only occurs through language and writing. Work over writing, therefore, as the essayists and writers who have thought hard about the topic know very well, among them Henry James. For James, "the 'germ' that gives origin to the work of art comes from 'life.' But the chaotic nature of 'life' means that it needs to be organized by the constraining force of art" (Carone 2003:3) . Continuing with Modesto Carone's acute reflections on the American writer, "James moves from an emphasis on life over art to the emphasis on artistic endeavour over life." Something which is only realized in writing.
Following the trail and words Carone, it is impossible therefore to "separate what James meant to say from the way he said it." In other words, for him, "as for every artist who honours this name, the form is already a content"
(ibid) -a sedimented social content to complete this thought via Adorno.
Something very similar occurs, or should occur, with the ethnography produced by anthropologists. As the privileged way of apprehending the symbolic dimensions of social life, the social foundations of symbolism and the unusual aspects of social interaction, ethnography is above all a work of writing. Immersed in the broad understanding of different social and symbolic logics, ethnography is only realized through writing and is only accomplished in writing. Hence it is not enough to say that the real is always constructed and that the senses are negotiated in a complex web of power devices. It is necessary to describe: to show how and in what form, in which contexts, with what intonation and modulation of voice, in public or private, whether by men or women, and so on. Those "imponderables of social life" (Malinowski 1922 ) that so enchant anthropologists first need to be described. by Jorge Andrade (1922 Andrade ( -1984 , the article explores an intriguing question:
the absence of first-rate Paulista novelists, particularly when compared to
Northeasten writers, at a moment when the city of São Paulo had assumed the role of the main articulator of modern Brazilian culture. More provincial and paradoxically more cosmopolitan than Rio de Janeiro -then the political capital of the country and, in various aspects, its cultural capital -from the mid-1940s São Paulo became the centre of cultural experimentations (Pontes 2009 ). Simultaneous with the alterations rapidly sweeping through the city, the theatre anticipated "social studies, assuming the task undertaken in the The singularity of the Climate Group and the privileged position occupied by its members within the São Paulo cultural system resulted from a triple effect: the recuperation of core elements of intellectual production in the past, namely essay writing and criticism; their transformation into properly academic analytic and methodological moulds; the prognosis of what would happen next. As critics they diverged from the modernists -most of whom were writers and artists -but shared the same taste for literature and for aesthetic and cultural innovation. As university academics they contributed to the intellectual sedimentation of the modernist tradition. As critics and academics they differed from social scientists not only by their choice of themes but above all by the treatment given to the chosen subject matter. In place of the specialized monographic study, they favoured the essay, sweeping views, the localization of the cultural object in an ampler system of connections and correlations.
To deepen this analysis of the intellectual and social profile of the Climate Group, we need to introduce a counterpoint here, the sociologist Florestan
Fernandes , who was never part of the social universe of this circle. analyzing their careers and trajectories, the projects pursued, the alliances made, the contentious issues confronted and the impact achieved, I was lead to reapproach the issue of the correlation between language and apprehension of the social world.
Performers of the metropolis
After finishing and Gilda de Mello e Souza . All striking presences, their trajectories are inseparable from the amorous and professional partnerships, the expressive and intellectual resources mobilized, and the way in which they were involved (or not) with the political divisions of the period.
Comparing the three women allowed me to discern important differences in their biographies, trajectories and work. It also allowed the detection of points in common, related to the conditioning factors that shaped the spaces in which women could act during the period, and to the way in which they dealt with the constraints posed by the gender relations and inflections in the intellectual field (Pontes 2008a; 2010b) . So as not to essentialize these social markers under the anaemic label of the 'female condition' and to show that they should be apprehended in relation to and in the relation with other dimensions equally important to understanding the specific structure and dynamic of the fields of cultural production, the work turned to the theatre. , who recognized the actress's 'luminous body,' and extracted some of her best stage performances (Pontes 2004b) .
Working from the premise that personal naming is a "privileged entry point for studying the form taken by the major factors of social differentiation and the way these are put into practice through individual action" (Pina Cabral 
Sources for the social history and ethnography of gender relations in the theatre
The history of Brazilian theatre in the 1940s, while not complete, is relatively well documented and analyzed thanks to the work of various researchers and scholars, especially those who played a part in implanting the institutional, 6 This approach is indebted to a reading of the book Significant Others (1993), edited by Whitney Chadwick and Isabelle de Courtivron with the aim of approaching, on the basis of various empirical cases the issues of gender and creativity through an analysis of the complexity involved in various types of partnerships -including amorous relationships -between artists and renowned writers. Some general observations on the consulted sources are needed to discern the specificity of this material in various formats: photographs, biographies, memoirs and interviews. In relation to the photos of the shows and performers, it needs to be underlined that "a hiatus always persists between the stage representation, the art of movement, unfolding in time as well as space, and the immobility of the photograph" (Prado 1993:95) . If they can be used as a document, therefore, it is because they are simultaneously realist records and "testaments to a period and a way of representing" (ibid:94).
This especially applies when they are taken by people from the theatre world, like Fredi Kleemann (1927 Kleemann ( -1974 Despite having their portraits painted in the past and being recorded with visual precision after the invention of photography, this fails to minimize the ephemerality to which stage actors and actresses are subject in practicing an art form that leaves few material proofs of its existence. While the text of the play can be consulted centuries after the first production, the performance only survives in the testimony of those present, in printed programs and in published reviews. Even when a play is filmed in its entirety, it becomes something else. An important part of the 'mystery,' 'enchantment' and 'magic' -to use a terminology native to the theatre -is lost when reproduced on film, since the latter is unable to transmit what happens live on stage, which depends essentially on the acting talent of the performers and its capture by the audience. This is why photography, despite being a frozen image, proves to be better equipped to capture the 'deformation' produced by theatre conventions -including the expansive and exaggerated gestures, the heavy makeup, the intense facial expressions of the actors and actresses -so distinct from the supposedly 'natural' images created by television and cinema. Social mobility was intensely experienced by the period's most renowned actresses: on one hand, because of the career opportunities, chances for social networking and forms of public visibility previously unimaginable to people from such modest social backgrounds as themselves. On the other hand, because of the roles they played. Covering a diverse range of characters, they played almost every part possible in the theatre: from queens to prostitutes, poor women to the middle class, aristocrats and members of high-society. Transiting from radio to theatre and television, almost at precisely the same time as Brazil's culture industry took off, they lived through the shuffling of the 'high,' 'middle' and 'low' forms of cultural production.
As Davi Mattos shows, far from being opposed, radio and television at first Her lofty demeanour, the elegance of her clothing and the bodily control displayed by Cacilda in the photo shown a few pages back leave no doubt just how far she was from the 'little artist' at the start of her career, to cite the expression used by Alfredo Mesquita to refer to the first impression she had caused when they were presented to each other at a reception in 1941: "in one corner, alone, huddled up, a cup of Coca-Cola shaking in her trembling hands, wide-eyed and startled as she observed the carousel spinning around her" (Mesquita 1995:82) .
The last point to highlight relates to the difficulty, or rather impossibility, of separating the actress's person from her persona. Or put in another way: who is Cacilda and who is the actress Cacilda Becker in this photo?
Impossible to know unless we have references and information external to her. Since although some 'noise' from the image suggests that this is not a photo taken in the theatre, such as the realist environment and the passersby on the street, the doubt remains as to whether the gaze is fixed merely on the figure of Cacilda, who seems to be moving, due to the soft focus effect produced by the fur stole. However the photo is not a film still, though the To confront the situation Cacilda dressed up and incorporated several of her personas: the elegant woman, the great dame of Brazilian theatre, the member of high-society for whom a simple raised eyebrow is enough to repel subordinates with the implied riposte: "do you know who you're talking to"? (Matta 1983) . While all the characters mobilized for the occasion lend social verisimilitude to the photo, it is above all as Cacilda Becker that she allows herself to be registered at the moment of heading to the DOPS. Hence along with the attire of everyday social display, she was wearing what she most knew how to perform on stage: the capacity to shift between very different characters, something she exploited to a maximum through her talent as an actress, in a very particular context of renewal of Brazilian theatre. we social scientists employ in our work. As Sergio Miceli shows, "the current definitions of any objects are part of the object that one intends to make known, or rather, no rigid separation or discontinuity exists between the object and the materials that speak of it, that express it or that in some way give it a form of existence " (1998:154) .
Sources and objects
What the sociologist identifies as the modus operandi of the elites 11 Totalling more than 50 items, these record cards organized the information compiled on intellectuals, cultural critics and actresses in terms of social origin (position in the family, data on siblings, parents and close relatives, social networks, jobs and income, residential area, genealogies, and so on); information on family and formal education (literacy, symbolic activities, trips abroad, foreign languages, intellectual, cultural and artistic pantheon, educational establishments, other courses, academic and artistic qualifications, colleagues, subjective hopes, career alternatives, models of intellectual, artistic and social excellence, objective indices of performance, aesthetic and artistic activities and stances, etc.); social trajectory (marriage, data on the spouse and his/her family, other marriages were applicable, material assets, income, inheritances, properties, children, the couple's intellectual, cultural and artistic pantheon) and intellectual or artistic trajectory (first job, entry into the intellectual or theatrical field, debut roles or texts, most important roles or books, books with less impact or unsuccessful plays, critical evaluations or reviews, objective indices of reception, consecration, awards, self-evaluation of career and, on the card of the actresses, representations concerning the body and gender in their artistic and cultural work).
inscribed in the sources that they produce, contract or subsidize -that is, their "modes of operation, values, political culture, existing perceptions of hierarchy, relationship patterns, material and mental characteristics" (ibid.)
-is applied, with the necessary adaptations, to the sources available on other social groups. If, in the case of the elites, these sources rather than just speak about them, also indicate the ways in which they like to be spoken about and the control they exert towards this, the same happens in relation to the sources on groups and individuals with privileged access to cultural and symbolic production, as in the case of the intellectuals and performers of the theatre world.
While anthropologists have for a long time been attentive to the analytic and epistemological implications arising from the subject-object relation as configured in the fieldwork experience, they, however, seem to have abstained from reflecting on these implications when the research is undertaken with written sources. In these cases, the latter tend to be treated as mere repositories of information. This is due in part, as Olívia da Cunha shows, to As anthropologists increasingly explore themes and objects situated in other disciplinary boundaries -in history, literature and the sociology of culture, for example -it becomes ever more necessary for them to reflect on the written sources (legal trials, interviews, testimonies, literary texts, journalism, biographies, etc.) that we use in our research and on the social and institutional places that house them. 
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